, while the cheerfully described rape of Vestida de Hombre is framed by references to her uncle, the perpetrator, as "simpatiquisimo" 'real nice' and a "muy buen tio" 'great guy' ). Yet, although she likes men to be "un poquito cabrones" 'on the mean side' (81) and later feels excited at being kidnapped-"esa sensacion de impotencia y disponibilidad me hacia femenina, me lubricaba" 'that feeling of powerlessness, availability, usability made me feel feminine, made me feel all wet' (277)-, she also yearns to be treated as she is rather than as she is seen, that is to be accepted on her own terms rather than as the object of an other (202) and later gets frustrated at her lover's anger when she wants to talk seriously or more profoundly, saying: "es que puedo ser superrelajienta, superplaticadora, supertodo. . pero cuando trato de ser de otra manera y trato de ser un poco mas seria y todo, ya nadie me conoce, nadie me entiende" `I mean, I can be super-good company, super-chatty, super-everything. . ., but when I try and act different, when I try and be a bit more serious and all that, it's like nobody knows who I am anymore, nobody understands me' (250).
Though the above examples may not reveal a fully postmodernist aesthetic in Sainz, there is certainly a difference from the modernist aesthetic of a Boom novel like, say, Fuentes' La muerte de Artemio Cruz (The Death of Artemio Cruz) (1962) where Artemio's identity seems to be either a question of moral choices or some kind of existential given. What La princesa del Palacio de Hierro reveals is a break with the "totalizing" tendency of many modernist novels of the Boom which, for all their fragmentation and questioning of conventional theories of reality and realism, nonetheless seek to install some kind of alternative "viewpoint," implying some kind of wholeness of vision. This can be seen in the differential treatment of the "city" in the
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Studies in 20th & 21st Century Literature, Vol. 19, Iss. 1 [1995] . As J. Ann Duncan has remarked of Fuentes and as could be said too of Vargas Llosa, the urban novels of the Boom offer a kind of "patchwork quilt" vision of society (15), whereas Sainz here gives more an image of the processes of construction of the individual within an urban setting.6 In this sense, as with family and gender, the streets of Mexico D.F. in Sainz's novel are "menacing, but . . . also adventurous" (Jones 16 ). Thus the immorality of the world described by the Princess is both a burden and a means of self-affirmation. Drugs, violence, theft, casual sex and infidelity are all ways of affirming identity in the vast urban metropolis as well as emblems of the corrupting models that shape identity. Of particular interest in this respect is the relationship-noted by Julie Jones-established between the family home and the city streets. Illustrating the pull between the demand for domesticity and the will to self-expression, the family home is associated with the world of the Princess's parents and, later, her husband (that is, the acquisition of a conventional female identity), while the outside world offers her the illusion of more presence and possibility. Again, though, the latter is more complex than Jones' idea of the assertion of individuality in the face of an impersonal metropolis, for the popularity the Princess acquires in the outside world is based on her internalization of patriarchal values while her opportunity for selfexpression in the store as opposed to the family home situates her in another dependent social, economic and even gender (she later models clothes for the store) role. A further point here is that, in a novel largely about youthful adventures in the big city, the narrative perspective is that of a domesticated married woman.The Princess's husband, clearly a central presence in the grown woman's life, is defined in her narrative as an absence in so far as he is never identified and represents the only relationship with a male lover that is not described. Thus for all that her narrative may have the flavor of self-affirmation, it is in fact told from a perspective of complete socialization.
This last point leads us to the crucial (and, once more, ambiguous) role played by language in the construction of identity. Given the fact that the narrator is an older, married woman, her narrative emerges as an attempt to recreate a lost youthful and (illusorily) freer past. Jones concludes her study with the observation that the Princess "is left only her way with words as a means of recreating the utopian street life that once conferred on her a feeling of plenitude and vitality" (22) and, indeed, it would seem that the exuberant colloquial and highly creative language that characterizes the protagonist's narrative embodies the energy, rebelliousness, freedom and excitement she sees in her former youth. In giving voice to her past, the Princess may seem to be producing a classic loss-of-innocence tale, glorifying the youth and freedom which has been inevitably overtaken by the grimly corrupt or stultifying realities of adult life. Yet, as has already been suggested, that notion of youth and freedom is-in some sense, at least-just as much of a construct as any conventional, socialized adult identity. If the Princess is seeking to recuperate that constructed past in language, the implication may well be that she is not so much recuperating it as (literally) recreating it, that is actually constructing it as much as reconstructing it. From Lacan onwards, the link can be seen between the acquisition of identity and the acquisition of language. And, of course, Lacan's concept of "subjectivity," as opposed to mere identity, sees selfhood as acquired through interaction with others rather than in terms of the traditional humanist notion of the self as a given, autonomous essence. In this novel, then, the relationship of the individual to language may be seen in terms similar to the relationship of the individual to family, class, gender group or the city. Language in action is, in other words, also the process of the construction of identity. Or, what language constructs is, by definition, a construct. Casual references in the novel imply this: for example, to the Princess's psychiatrist who, from one session to the next, interprets his written notes on her rather than interpreting her directly (78) or to the porn movies where the sexual activity seen by the viewer is acted out rather than literally carried out (280). At one stage, the Princess complains that one of her boyfriends, the Monje (Monk), only reads, studies and quotes poetry, and beseeches him instead: "no me hables de tus versos, si quieres vivelos, asumelos, envuelvete en ellos . . ." 'don't talk to me about poetry, live it, be it, wrap yourself up in it . . .' (137). This is almost immediately followed by a quotation from Oliveiro Girondo: "Hasta Dario no existia un idioma tan rudo y maloliente como el espafiol" `Before Dario there was no language as crude or as smelly as Spanish' (137) . So, language, in some sense, fictionalizes reality and the Princess prefers to live that fiction. Indeed her own language, one might suspect, tends to fictionalize too: consider, for instance, her
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Studies in 20th & 21st Century Literature, Vol. 19, Iss. 1 [1995] 20th & 21st Century Literature, Vol. 19, Iss. 1 [1995] flatter him" (64) . One might even be tempted to gloss the earlier remarks on the Princess's interpretation of her female identity in terms of male models by venturing the possibility that the lusty accounts of sexuality and defloration, though narrated by a woman, are actually inscribing a conventionally construed male notion of identity. The matter of the novel's "funniness" can now be examined more closely. Clearly, the pattern of an energetic fun-filled narration of bawdy adventures framed by a creating and controlling implied authorial presence reflects the liberation-versus-containment debate on the notion of "carnival." The Bakhtinian position that carnivalesque behavior subverts Symbolic hierarchies by exposing them as arbitrary constructs rather than immutable givens can obviously be challenged by the claim that the culture based on such hierarchies, by authorizing and controlling such behavior, uses carnival as an ultimately constraining force. As Purdie says (and for "low" in the present context, read "female" or "uneducated"): "carnival, in inverting symbolic hierarchies, also reinscribes them: to create a socially low person as 'King for the day' in fact assumes that a ladder of social advantage is an eternal truth, and its carnivalesque nature asserts that this embodiment of the ladder is incorrect" (126) . In La princesa del Palacio de Hierro, the entire narrative, in which raunchy rebelliousness appears to be voiced from a perspective of the narrator's socialization into patriarchal structures and subservience to a male implied author, expresses this dilemma. The peculiar restaurant scene in the opening chapter is emblematic of this. It is based on a play between firstly a carnivalesque "world-upside-down" in which expected norms in a posh eatery are
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Studies in 20th & 21st Century Literature, Vol. 19, Iss. 1 [1995] Moreover, the sheer linguistic excess of the Princess's monologue and its constant appeals to its unnamed addressee points to an anxiety of positionality. In Purdie's words: "Women's speech typically demonstrates the apprehension that they have to work harder to gain attention by using redundant exaggeration, repetition and emphasis, and by naming their hearer; and seeks continual reassurance that they are being attended to by using 'tag questions'" (139) . A parallel expression of insecurity in the Princess is her repeated references to driving, women's driving being another conventional topic of joking. The novel is full of scenes identifying men with their cars and depicting wild car chases and scenes of drunken driving. Yet the Princess is driven by men or takes taxis (the powerful maitre d' is later said to become a taxi driver) because she is too scared to drive her own car, and when the girls are involved in a car accident they react hysterically and rush to locate their boyfriends so that they will sort things out for them.
Yet, in so far as the Princess herself is (to a greater or lesser extent, depending on point of view) characterized as a joker, she appears to invert the usual hierarchies by having fun at the expense of men. Again though, the transgression reaffirms the norm. Her comic two-timing, for instance, ultimately creates anxiety for her. More interestingly, her joking at the expense of "weak" men (itself an acceptable form of male joking) is inevitably founded on the idea that the desired norm is potent masculinity (rather in the way that "feminist" jokes about "tiny dicks" unwittingly support the implied desirability of "big dicks"). The most obvious butt in this context is the Monk, who, as his name implies, is, unlike "normal" men, studious, retiring, spiritual, virginal, she is a construct rather than an essence. This is why the novel 's ending is not the conventional "happy ending," which became the definitional characteristic of comedy from Frye onwards. Conventional resolution through marriage is not provided. Indeed, the final chapter reveals a sense of anxiety before the marriage, is based on the absence of the husband as a character rather than his presence, and ends with a dream hinting at the pernicious influence of the mother as an image of the processes of socialization and the molding of identity. The epilogue, finally, is a passage from Waiting for Godot in which Vladimir and Estragon refer to those who need to "talk" about life more than to have lived it.9 Such talk is defined as "noise." Life is thus seen as both constructed verbally and meaningless.
The problem with much of the above is, of course, the constant slippage between narrator and implied author (and possibly real
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Studies in 20th & 21st Century Literature, Vol. 19, Iss. 1 [1995] Is it a comment on reality? Is it a comment on the fictional construction of reality? Is it a comment on its own fictionality? There is no global resolution of these conflicting questions. The point is that what the novel reveals-consciously or unconsciously-is a radical insecurity about its own identity. And this sense of its own textuality-of the unavoidable intertextuality of narrator and implied author-inevitably incorporates both author and reader in the intertextual process.
Each is in turn constructing and constructed in the process of writing and reading. Identity is thus about these processes of construction rather than about any previously given or eternal essence. This is the basic postmodern condition. It may also be the condition of the PostBoom. Implicit in the complex narrative structures of much fiction of the Boom was the possibility of a key, of making sense of the labyrinth. In much of the fiction of the Post-Boom it is the very process of "making sense" of things that constructs the labyrinth. One aspect of the shift from Boom to Post-Boom, then, is the shift from product to process: a shift, in other words, from "text" to "textuality." 
